[Examines "the configuration of ... the lyric elegy of the American 19th century," looks specifically at "the complex narrative structure" of "When Lilacs Last in the Dooryard Bloom'd," seeks to "unpack the poem's dense sets of images, stories, locations, and ... its figures," and relates Whitman's poem to Emily Dickinson's "Because I could not stop for death," discovering how "the relationship of the elegiac to the erotic" creates " Anderson, Allen Grossman, and Josephine Miles, involving "the absence of character and story from Whitman's poems," the fact that "nothing in the world is allowed to offer any resistance to Whitman's consciousness of it," and (in Pound's words) "that horrible air of rectitude with which Whitman rejoices in being Whitman"; builds on this criticism by arguing that "Whitman imagined himself a life beyond the life he lived, and wrote the imagining," but that his "I" is a "generic" (not a "singular") "voice," a voice that "cannot be an acknowledgment of differences; it can only be an assertion of the same," showing "no preference, privilege, or discrimination of any kind or degree," liberated by its free verse to become "universal but empty," employing a "phrasal"
style that is "a secular variant of the sublime poem"; concludes with a reading of "Song of Myself' as a "lyric suite," enabled by the "device" of "the litany," that encourages the reader to imagine "what it would be to believe something that seems worth believing argues that "what Whitman is seeking, poetically as well as politically, is an answer to the problematicity of unity," and that "his project, which his language presents as a continuation of the federal project, is the unification of disparates, the forging of compositional, political, and social unities that manage to preserve the identities and autonomies of their constituents"; goes on to examine Whitman's "recasting Leaves in 1860 as a New Bible" advocating a "new religion" which is "to be an institution which is not an institution, meaning that it is not administered by an invested few, a class administering its own hierarchical distinction [Examines Whitman's attempts, "by literary means," to resolve "the one-and-the-many problem" as "it impinges on identity and state formation"; analyzes Whitman's "tropes of pluralization and fragmentation" and his "acts of mediation and translation" in seeking to discover his "alternative models of social formation" that would allow him to "extend representation to the previously unrepresented to Robert Bridges that "I always knew in my heart Walt Whitman's mind to be more like my own than any other man's living," arguing that "the affinity between Hopkins and Whitman is not a baseless vision yet remains a mystery, one that is not so much an indebtedness as an interfusion, at times a meeting of minds," because "the 'heart' and 'mind' the poets share is witnessed not just in their shared sexuality ... but in their politics, philological interests, verse forms, and subjects for poetry" ("both are poets of soldiers, shipwrecks, birds, playfulness, language invention and stylistic experiment," and both share a "love of male bodies" [Brief comment on Whitman's poetics, suggesting that Whitman "has a certain shapelessness of personality, a peculiar power to obliterate himself and flow into some other being and speak it from within," and that, "since a word is shaped out of breath by the poet's physical vocal apparatus, it can be said to rise out of the poet's very [Argues that Whitman is connected to "the ancient tradition of dithyrambic verse" both through the Greeks and "most solidly with the poets of the Old Testament," but points out that we also need to tie him to "the old, weird America," where he was "the original coffeehouse loony, a 19th-century member of the international wild man tradition"; goes on to read "Native Moments" as the key poem in Leaves of Grass, in which Whitman finds that "the road to union is not through God or prayer or ritual but through someone 'lawless, rude, illiterate,' a citizen of the old, weird [1886] ," arguing that the character Quincey Morris in Dracula is a version of Whitman's "friendly and flowing savage," who stands "in stark contrast to his English and European counterparts," and that "in A Glimpse of America Stoker can be seen to have adopted Whitman's belief that America was both closer to nature and more highly evolved than the rest of the world, including Britain," generating in Dracula a "continuum" with "the degenerate decadence of Dracula's world at one end, the mostly modernized and civilized but still somewhat constricted, arrogant, and decadent culture of the English in the middle, and the highly evolved, 
